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By ANDRE TRIDON
Organizer of the Futurist Soclety
of America.

' 1t {s not necessary todisputs the judg-
ment passed by a Paris correspondent
¢t Ty SvN on the futurist paintings which
are on view at the Bernheim Gallery,
lie judged them by the accepted classical
prandards, Judged by the* accepted
clastlonl standards they are crude, prim-
jtive, distressing, grotesque, too simple
or too complex,

And g0 were Rodin’s statues and Wag-
ner's operas judged by the accepted cfs-
sica] etandards of twenty years ago.

(ritics are prone to characterize all
fnnovaticna as art in its Infancy or in
fta decadence, while some of them are
really & new form of art suffering from
growing pains,

It is idle to deplore a lack of technique
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In futurist canvases when they are painted
according to an absolutely novel tech-
nique.

If the Itallan poet and novelist Mari-
netti had not coined the convenlent
word “futurism” the new artistic tendency
which reveals itself in the works of Balla,
Boecioni, Carrd, Russolo, Severini and
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others might have been awkwardly
designated as Post-Rodinism or Strause- |
{sm in painting. ‘

The futurists belleve with Rodin and |
Brrausa that there is no limit to artistioc |
progress any more than there Is to sci-
entific progress and that progress is
achieved only at the cost of numberless
experiments with new material.

Such a doctrine should be eminently
welcome in tWe country. Wherever
Americans bave forged ahead of the Old
World they have done so not by imi-
tating the Old World but by introducing
innovations unknown te it i

To give only one example: The mar-
vellous skyscrapers erected in reeent
years, which are at the same time things
of beauty, of power and of practical
usefulness, and which not only are well
adapted architecturally to the needs of
giant cities but artistically speaking
fit their environment, owe nothing to the
0ld World. The skyscraper fitly repre-
gents the type of beauty dear to futurists
the beauty of feverish activity, of mani-
fold intrrests, of simultaneous sensations,

tirely new conception of perspective and

of healthy power. Contemplation, sloth- | dynamism. At the present time painters
fulness and death no longer interest the | invariably assume, when planning the

modern man. Life in ita myriad aspects
8 the only thing that fascinates us.

Whatever has survived of ancient art,
whatever of the paintings and sculptures
of the past centuries still has a strong
appeal for modern art lovers and modern
moba alike is whatever expresses living
Iife .

composition of a canvas, that they are to
represent only objecta located in front of
them or which could be seen through a
rectangular opening in a4 wall or a picture
frame held before the eyes. |

And therefore it is the painters’ per-!
spective, the perspective of anindividual |
outside of the canvaas, which causes all

What makes the *Venus de Milo" and the | lines to converge toward the background.
*Winged Victory® the favorites of visitors | Futurists declare that figures or groups

to the Louvre? The extraordinary
vitality of the one, the irresistible onrush
of the other toward a certain goal.

The fascination exerted by fast moving
trains, automobiles, flying machines,
dolls that roll their eyea and speak, his-
trionism good or bad, moving picture
flms as against ox carts, pasteboard
dolia, printed plays and ordinary lantern
tlides ia due to the universal craving of

human beings for the sight of life and

motion

A desire to express this yearning
through the medium of clay waa responsi-
bia for the storm of abuse that greeted

Rodin when he first emerged, not so long |

ago,from his comparative obscurity. In
bis conversations with Geell we find
Rodin outlining the very art ideas which
are at the basis of the futurist doctrine,
“No part of a motion,” Rodin sald,
"can suggest the rest of the motion”;

therofore, in order to suggest motion in |

ne single pubject, an  artist must attri-

tite to each part of the subject's body

fraction of the motion he wishes to
represent, When there are several figures,
the process i8 much easjier. After analyz-
‘ng several composite soulptures or paint-
ings *full of action,” Rodin noticed that
the impression of lifa they give comes
fromn the fact that one motion has been
decomposed into its various stages, every
figure arsuming one stage only. In Wat-
tean's “Embarkation for the [sle of Cy-
thera” for instance, some of the figures
Are near the river, some are coming down
the bank, some stand on the hill, some
&re rising and the jast pair are still
##ated on the ground. The means matter
dtie 8o long as the {llusion of life is
vraated,

Bo convinced Is Rodin that life and
motion are the essentiala of the work of
Art that, instead of hiring a nodel to sit
o him and of copying & pose arbitrarily
kelected, he spends hours observing men
And women models who do not pose but
move about in one of his studios, assuming
perfectly natural poses, which never be-
Ctome congealed from protracted immo-
biliny
" Hodin is old, however, and none of the

iurists 18 over thirty-five. They natu-
rally want to start where Rodin left off.
!9 trus to the futurist axiom, that yester-
iy will always be wrong as against to-

rrow, they have no her oworship in thewr
farty

“hat makes their works so distressing
to the layman is that they embody an ln-J

| represented on a canvas will have no
individuality unless we see the world
| through their eyes with the linea con-
verging toward whatever is for them the
background; in a word, with their own
| perspective,

| Take, for instance, Russolo's *Street |
Riot,” which is reproduced twice on this
page for the purpose of illustrating the
futurist idea of perspective. Standing
the canvas on its lower left hand corner
the streetas and buildings are seen drawn
in obedience to the rules of “Pastist”
or traditional perspective. |

On the other hafid a man in the mob
which is rushing forward would see the
| scene from an entirely different angle.
Hold your photographio camera about
five feet above the ground, then take a
snapshot of an object lying on the streest
level and all the buildings will seem to
he toppling over while the street will
rise toward the background with an ex-
aggrerated upward slant,

In Russolo's “Street Riot" all the riot-
ers, having their eyes fooussed upon the
sidewalk on the left hand side of the
canvas, are bound to perceive deforma-
tions of lines which escape the man out-
side of the canvas.

A novelist or a playwright would ex-
pose himself Lo bitter oriticism if ha used
the characters of his novela or play as
mere mouthpieces voicing invariably
his point of view. Characterization con- |
sists, in fact, in letting every one of the
characters see the world with his own
perspeotive from his own viewpoint.

Therefore if we wish to impart to the
mob we are painting a character of strong
individuality, we must let that mob see |
the scene with its own eyes and its own
perspeoctive. |

Furthermore, Futurista consider that all
the resources of optical knowledge must
be drawn upon by the modern painter,
who can legitimately make use of opiical |
illusions.

The mad advance of the rioters is em- |
phasized in Russolo’s canvas by the fact |
that the lines of the trees and buildings |
toward which the mob is headed are all |
slanting toward the right hand side, are, |
s0 to speak, toppling over on the infuri- |
ated mob. |

As far as dynamismn s concerned, Fu- |
turista differ from traditionalista in the |
measure in which Wagner differed frmnI

motive or rather one melody at a time.
LWW. in order to represent musically 1
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FUTURISTS, LATEST COMERS in the WORLD of ART

New Conception of Perspective and Dynamism Which Makes Their Paintings
Seem Odd When Judged by Ordinary Standards—Aims and Methods

of the Futurists and Effects They Seek to

Produce.

A STREET RIOT;
(IN FPUTURIST PERSPECTIVE.)
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a complerx state of mind, interweaves the

motive of the Valkyr's Ride, tha Wal-
halla and the Death Song motive.

Curiously enough, when Rossini first
tried to decipher one of those complex
pagea of orchestration ha made exactly
the remark which wags are wont to utter
when Jlooking at Iuturist paintings:
“In order to understand this you must
hold it upside down.”

Futurigis believe in interweaving pic-
torial themes, for, except in the case of

| inanimate objects, which they repudiate

as a sourve of inspiration, our visual per-
ception of life is due to many pictures,

| following one another in quick succession
| on our retina. Living life is nothing but a

composite picture,

“Our growing hunger for truth,” we
read in tha preface to the catalogue of
the Futurist exhibition, “can no longer
be appeased by form and color as they are
understood to-day. What we wish to
vizualize on canvas is no longer one im-
mobilized aspect of the universal dynan-

|ism. We aim at translating pictorially

dynamism itself. Foreverything is cease-
lessly revolving, advancing, being trans-
formed at a ewift pace. A profile is never
at rest; it is continually appearing and

| disappearing.

“Owing to the fact that every single
optical sensation continues to affect the
retina for an appreciable fraction of a
second an object in motion seems to he
manifold, ita shape seema to be in con-

| tinuous process of change; it seems, so

tospeak, tobe running after itself through
space. For instance a galloping horse
does not seem to have four legs; it must
really have twenty or more or elss it
couldn't give us the visual impression
of speed.

“The sixteen people who are seated
with you in & slreel car are successively
or simultaneously, as your glance wan-
ders over them, one, four, ten or two

*Optically speaking space does not
exist, We penetrate the chairs on which
we kit and the chairs penetrate our bodies;
cara turning round u street corner rush
into the houses which hide them from
our view; the honses rugh upon the cars
and swallow them up; for a fraction of a
sacond one pictorial mmass will he partly
street car and partly house, until the car
has entirely disappeared.”

How much this reminds us of the ex- |
ampla instanced hy Rodin:

“You remember how in Dante’s ' Inferno’
a snake coiling iteelf around the hody of a
man is gradually transmuted into a4 man,
while the man begins to assume a snake-
like shape? Thus a work of art must
allow ys to discern a part of what has

been and & part of what is to bhe,
| “My ‘Saint John the Baptist' is repre-
sented in the act of walking though lmlh‘
feet are flat on the ground. Now it is
probable that & snap shot of mmlali‘
performing tha same motion would either |
show the left foot already raised above |
the ground, or if the left foot of the model |
occupied the same position as the left
[foot of the statue the right foot would
still be at a certain distance from the
ground. The model would seem as though
he had been wuddenly turned to stone,
or struck motionless like the rPtuinnral
of the Sleeping Beauty." ‘
The majority of modern cartoonista !
apply unconsciously the futurist tech
nic when they endeavor to visualize
motion very realistically. When little
Willy is rolling down stairs head over
heels, when the street arab is depicted
twirling the alley cat held by the end of

or the cat's bhody with a halo of concentrie

fits of hilarity that their features, except
in the case of & stout and aluggish woman,
are no longer distinguishable and their
heads, hands, sleeves and coat lapels
describe through space the most fan-
tastic maze of lines.

A painter applying the traditional
precepts to the treatment of the subject
selected by Russolo, “Memories of a
Night,” would have in all likelihood
isolated artificially one of the incidents
by which one special night ia remembered
and would have eliminated entirely all
other incidents.

As we remember scraps of life rather
than whole periods of life, one feature
of a face rather than every detail of the
face, one individual in a group rather
than the group, the conventional artist
would have on one hand added things
he didn't remember and on the o.her
subtracted things he did remember.

Endeavoring to visaalize the individual
mood, the individual atmosphere of one
certain night, Russolo evoked all the
incidents of that special night as they

|
X ’ nd ol | radiating in triangular masses from her | were flashed upon the screen of his mem-
her tail, the illustrator surrounds Willy's | hips and shoulders.

ory the following day: A sinister shadow

The light flashed hy electrio hulbs or| projocted againg, a well; the hard, angular

lines.  Those lines are nothing after all | gre lamps is represented in this and other | face of & woman with haunting eyes; a

but a crude indication ol

Thus the motions of Severini's * Dancer”

intengity decreases
g their distunce from the source of light
Bellini. Bellini's scores only troated one | persons. Bome jump off of the car and are suggested by the various positions :n'cre:m' stance from the source igh
are instantly annihilated by the sunlight; | occupied by her head on the canvas and

In Boccioni'
others board the car and sit by yourside. ' by the s 4

wa have ! which the jolt o
many waves of light and color |several human beings so convulsed by |iv the pastenger at wn unbatural angle;

smutaree | :
. . the VATIOUS | futurist canvases not as i luminois spot ;,,,,“ profile; the tender curve of & neck;
positions Willy and the cat are successively | hut, as it is in reality, & succession of ju-

assuming while evolving through space. | minous halos whose

u ghostiv horse drawing a phantom cab;
hil wueties of all-nighters whose gro-
tesauely lengihened shadows are thrown
on the wet pauvement by the blinding
glare of elecirie globes; flowers; buildin

{ a speeding cab show:

the eurious outline of a clove (or s it &
band?); a cup of champagne, &c.

Who can deny the power of suggestion
which emanates from this jumble of
ideas, shapes and colors? And the whole
thing is perfectly true to life. The mood
of one special night cannot be rendered
victorially by isolating either one of the
emale figures or one of the night prowlers
and devoting to it a whole canvas, Only
a composite picture attributing different
values to the different components of
aur visual memory of the night will be
sincere and realistic.

Or isn't this means of suggestion as
legitimate as the convention according
to which a blond ﬁirl is represented clasp-
ing her pillow in her arms while a swarm
of little cupids is fluttering about her;
the title of this pictorial platitude being
“Dreams of Love.” )

After explaining the futurist theory
and offering examples of its application,
hesitating, as groping as they may be,
we must give in its entirety the artistio
manifesto which was drawn up two years
ago by the futurist painters and which
was read to an audience of ariists and
littérateurs gathered at the Chiarella
Theatre in Turin, Italy, on March 8, 1910

We may mention the fact that the meet-
ing at the Chiarella was enlivened by much
"'}'.h urpasg;t of ir:_t;id-mn which m|.|do
“The y" performances notable,
The poet me’inPHi only succeeded in
silencing the howling mob by an amusing
display of coolness. He caught on the
fly an orange which was speeding past him
|and, interrupting his address, pea
it, quartered it and ate it with the greatest
unconcern., That saved the day.

i Here is the manifesto the r»adln, of
which infuriated the audience that n .ﬁ:
as only Latin and Irish audiences can
| infuriated:
MANIFESTO OF THE FUT URIST PAINTERS.
‘e contend :

}‘.’Thai: every form of imitation must be
scorped and that every form of orginality
| must_be glorified
| 2. That we must break away from {
| bondage of “harmony” and “good taste,
| overelastic terms with which one could
| easlly condemn any of Rembrandt's, Goya's
Lor Rodin’'s works.
| lt That art critics are useleas If not harm-

ul.

4. That we must make a clean sweep of
all hackneved subjecta and express hence-
forth the whirlwind life of our day, doml-
nu:iﬂi he’t.‘i steel, egotism, foverish activity
and 8 .

5. 'ﬁfm we must prize hlzhlf the title of
“oranks,” that gug applied by Philistines to
the lips of innovators.

o 'ﬂm! complementary subjects and
colors are as absolutely necessary in paint-
,}nghu blank vi;-r»a is in poetry and pe-

sphony in music,

’ ? That the universal dynamism must be
rendered through cunvases producing a
dynamic sensation.

%. That nature must be interpreted with &
 sincers and virgin mind,

9. That motion and light destroy the con-
crate aspect of objects,

We disapproye:

1. Of the bituminous tinta by which

ainters try to lmpart 1o modern canvases
he patina of age. |

2. 0Of the superficial and primitive archa-
| fsm which uses absolute colors and which,

in its lLinitation of the Egyptians' linear
dl’ﬂ\'infﬂ, reduces puinting to a childish
and ridienlous synthesis.

4. Of the progressive pretence of seces-
slonlsts and independents who have en-
trenched themselves behind academic rules

| as platitudinous and conservative as those
of the old academies.

4. Of the nude in painting. as nauseating
& and cloving as adultery in fiction.

[ Boccion:, CannA, RUBSOLO, BALLA, BEVER-

INT.

The last paragraph is well worth no-
ticing. Out of the thirty-five canvases
on view at the Bernheim Gallery there
{sn't one representing a nude,

In one more way the futuristsa who have
! the courage to paint for thesake of an ar-
tistio principle perfecily unsalable can-
| vases have proved their earnestness of
| purpose. Mere mountebanks exhibiting
their wares in that city of Paris where no
line is drawn as to the choice of subjects
wouldn't have missed the splendid op-
portunity nudes supply of attracting
crowds and securing publicity. )

Futuriste declare honestly that in our
dalyu the nude i the most artificial of

ubjects. Athenians appeared naked in
public; the B{r-.run Fqulh of both sexes

ve gymnastic exhibitions in the nude;
| Gireek sculptors were therefore in a posi-
1llon to glorify in stone the beautiful
bodies of athletes, men and women

In our days, on the other hand, we
never see the nude. Barring a few artists
thenudeattracts the crowd for its abnormal
if not for its ridiculous character.

And therefore modern artists cannot
honestly or truthfully represent the nude
in action. A nude model is not *The
Nude.” An exception might be made
for Rodin, who never poses nude models,
but keepe several of them at a time walk-
| ing about, mktnf or reading, in hisstudio,
| Any other artist painting a nude is, to
| quote Marinetti's words, merely flaunting

hisn model's nhlJn: on the publio,
| 4

“We deman the futurist ters
| declare in the interpretation of their mani-
festo, “the abolition of the nude inart for
the next fifty years.”

Such is futurism in {umﬂng. It has
nothing in common with Post-lmpres-
gicnism or Cubismn. These two schools
are erely "yl“i to interpret statiod
motionless life uturism only wishes
to see and to reproduce living life, ever-
lastingly changing, and to watch to-day
the growth of the germ from which to-
morrow will spring up.

] -

NG




